The article focuses on the context of Hieronim Feicht's Requiem, which was written during World War II. The main aspect of it is to present main thoughts on mass settings composed by Feicht and to give basic information about their performances given by the choir of theological seminary students of the Congregation of the Mission in Kraków-Stradom. Many of extant documents provide us with precise knowledge about the repertoire and solemnities during which it was sung. Except for performances, the article presents the praxis of performing requiem masses in the first half of the 20 th century. Taking this context into consideration, the author presents a brief analysis of the Feicht's requiem mass setting.
in 19811 and, unfortunately, despite years passing by, this sentence is still true. It is probably the effect of the fact that the vast majority of Feicht's art is preserved only in manuscript sources and only a small part of it has been published so far. This year is the fifteenth anniversary of Feicht's death what is a good reason to think about his heritage, not having been studied yet. What is particularly interesting are mass compositions, and, among them, fascinating Requiem Mass for one voice… in F minor from 1940.
Historical Context
Karol Mrowiec2 made the attempt to list twelve mass compositions written by Hieronim Feicht. They are created for either male choir (three-or four-voice) with organ accompaniment or a cappella, or for solo voice with accompaniment of organ. Among them, the author distinguished four choral masses, three pastoral masses, three missae breves, one mass based on solemnization and one mass for the dead (written at the beginning of 1937, not the same as the mass analyzed in this article). Its short characteristic is marked by a note:
Maybe it is not the only Requiem that the composer wrote. The author of these words recalls that during his theological studies he has seen the score of another Requiem composed by Feicht in Olcza during the Second World War. The search for manuscript of this mass has failed.3 However, this manuscript is mentioned by Wojciech Kałamarz,4 who in his doctoral dissertation listed all the compositions written by Feicht. It seems that his record, consisting of 271 positions (including collections), does not exhaust the topic of this output, but the amount of mass compositions is generally equal with the contemporary knowledge of the subject. Among above-mentioned pieces, there are twenty three masses, including three requiem masses: Requiem breve et facile…, listed by Karol Mrowiec, for four male voices a cappella from 1937, dedicated to the memory of Jan Pieniążek; Requiem for two baritones and organ, without dating, and Requiem for one voice (baritone or mezzo-soprano) or for one-voice choir with organ (Polish original name: Requiem na jeden głos « baryton lub mezzosopran » lub na chór jednogłosowy z tow. organów).5
In his analysis of Feicht's mass compositions that were known to him, Karol Mrowiec at the beginning notices that all Feicht's sacred music was written for concrete ensembles, mainly for Stradomski Choir, active at the Congregation of the Mission in Kraków-Stradom. The chapel (similarly to the whole congregation) appreciated Feicht primarily as an outstanding musicologist, whereas his composition did not interested them too much, although many of Feicht's pieces were at least periodically performed. In this area, a great deal of important information is provided by hand-written notes taken by Karol Mrowiec that can be found in the Archive of the Congregation of the Mission in Kraków (without catalogue number). Notes concern the detailed list of repertoire of the choir indicating title (not always a full title) and a composer. Documented in this way, period of activity of the chapel begins on the 27 th of September 1940 and ends on the 17 th of September 1942. On this basis, its repertoire can be generally characterized, and, what is the most interesting in the analyzed perspective, claimed how many Feicht's compositions were performed at this time (Tab. 1). 8 Tomasz Flasza (1865 -1940 ) was a Polish composer, an author of much sacred music for male choir. His compositions can be included to the most frequently performed compositions in the Regensburg's style. 9 Georg Valentin Röder (1776-1848) was a composer of the German origin. 10 W. Świerczek, 25 lat pracy Stradomskiego Chóru Teologów XX. Misjonarzy pod art. kierownictwem Bol. Wallek Walewskiego 1907 -1932 , "Meteor. Dwumiesięcznik Kleryków Księży Misjonarzy" 1933 . In this article, the wider report of the choir's activity was prepared, including its repertoire. Besides compositions mentioned before, numerous pieces of Palestrina, Beethoven, Nowowiejski or fragments from Verdi's pieces should be mentioned. The vast majority of this repertoire was used for over 20 years. Its reduction in the later time should be translated in terms of difficult conditions of the Second World War. 11 It is a letter published in Sprostowania i uzupełnienia do artykułu "25 lat pracy chóru…". Compare: Do Redakcji "Meteora", "Meteor. Dwumiesięcznik Kleryków Księży Misjonarzy", 1933, No. 2, pp. 128-131. from Perosi's mass)".12 Feicht mentions also performance of the mass for the dead by Johannes Verhulst 13 in August 1916.
On the basis of above-mentioned information, it can be faulty assumed that cycle masses by Feicht were not performed at all.14 The preserved notes of Karol Mrowiec are not, however, the only one or even the most significant source of knowledge of Stradomski Choir's repertoire. Memory book of Stradomski Choir (Polish: Księga pamiątkowa Chóru Stradomskiego) was written scrupulously, and there the detailed information about performed repertoire was included. Numerous facts concerning activity of the choir in the years before the beginning of the Second World War were also written in the Chronicle (Polish: Kronika) systematically published in "Meteor", the journal of the Congregation of the Mission. Karol Mrowiec, referring to these both sources in his paper concerning mass compositions of Hieronim Feicht, emphasizes, however, that "Meteor" was not published during the War and Memory book was written unsystematically. 14 In Karol Mrowiec's notes there is also lack of information that the remaining mass cycles by Feicht were performed. In this source, information about mass compositions was, however, extraordinarily rare. In the whole notebook, masses by only seven composers were mentioned, i.e. Bolesław Wallek-Walewski (1885 -1945 The important subject concerning Requiem for one voice… by Feicht is the issue of the style of church music from that period. The vast majority of the repertoire in the first quarter of the twentieth century is based on the foreign compositions. Without doubt, they are pieces in so-called Regzensburg style. Its features are: writing for male choir (often with accompaniment of organ) and relatively simple texture, created with intention of performing the composition by the amateurish chapels. Although they are not deprived of, sometimes expanded, imitational passages, homophony usually dominated the piece. The crucial role in the establishment of the repertoire of such character played definitely Bolesław Wallek-Walewski,20 who was a conductor of Stradomski Choir for many years. composition that is discussed in this article), composed on the 2nd of April 1941 in Olcza.24 What is written on the first page of the preserved manuscript score, Requiem for one voice… was being composed in Zakopane-Olcza from the 1st to the 10 th of September 1940; the similar annotation appears also at the end of the score, after Lux perpetua ("Z.-O. 10 VIII 940 [sic!]"). The whole score was prepared by one scribe, and comparison of the hands' character with other sources allows to state clearly that it is an autograph of Feicht. This piece is, therefore, chronologically the first (among these ones that we can date) composition written during the Second World War.
Requiem for one voice… in F minor-Source Description and Analysis of the Composition
The autograph 25 of Requiem for one voice… contains 8 pages and does not include the separate title card.26 The source is readable, deletions and corrections are rare. In the several systems, the composer wrote in pencil additional remarks ("con moto", number of bars at the end of Offertorium or the fifth of the tonic chord transposed one octave up in the last bar of Dies irae). Every system consists of three staves, and the proper realization of organ part (written on two staves) is guaranteed by the additional performance remarks, marking precisely, whether the given fragment should be performed on the manual or with using pedal. The components of the cycle are parts typical for requiem mass: Introit The mass is maintained in F minor, enriched by numerous chromatic passages and harmony of ambivalent tonality. Rhythm follows consistently folows the prosody of Latin text. The Introit opening motif is a material that unites the whole composition, at the beginning of the piece repeated progressively with changes. Its shape, with domination of seconds and with characteristic fourths (when repeating the motif: when in the text there is "Domine" we have descending fourths, and when "et lux"-ascending fourths) influences the whole composition. Sometimes, the composer introduces diminished fourth, e.g. as 1-e1 in the last moment of Agnus Dei when we have words "requiem sempiternam", after which there is modulation to F major.
Even in the first part of the cycle, despite the unity of the musical shape, Feicht differentiates the episodes in terms of performance. The beginning of Introit is intended for performing it Andante sostenuto, and its further fragment Te decet hymnus should be performed more vividly. Next to quite more intense movement, there is also necessity to realize the accompaniment only on the manuals, so we can suppose that the composer's intention was to brighten the sound. Subsequently with the return of Requiem aeternam, repeated without changes, it is also return of tempo primo. In episodes using pedal, constant notes dominate, what leads to the extremely interesting dissonant chords. The very beginning of Introit (see: Ex. 1) in F minor starts with major chord of the sixth degree with third doubled by bass (as a pedal point), being actually the root of a tonic chord, reached through passing notes at the end of the first bar.
Just after D major, there is F minor chord that has passing character, leading to cadence, so dominant seventh chord without root (with second in the pedal) resolving into tonic. It is possible, however, to interpret the beginning of Introit also as an delay of the tonic chord (D1 changing into the fifth of the tonic C 1). Progressive repetition of the motif and the harmonic solutions used in the further fragment of Requiem aeternam do not help to maintain the tonal ambiguity, that during the whole composition will manifest several times. Kyrie differs significantly from Introit. It uses different motifs, although several ones (especially the first one, when in the text we have "Kyrie eleison") can be associated with the ones that are already known (e.g. with the text "dona eis Domine"), and actually they are their development with the new sounds. The supporting of the beginning motif 27 All the examples are transcribed by the author.
Ex. 2: H. Feicht, Requiem for one voice… F minor. The ending of the sequence Dies irae
(bb. 31-37).
of Kyrie on the chord B minor creates the impression of changing the key. This faulty impression is fixed quite fast by second Kyrie, clearly maintained in F minor, at the same time using the characteristic inclination f 1-e 1-f 1 from the beginning motif of Requiem. Kyrie stands out from the whole mass for the death also because of using metre 3/4 . The remaining parts of the cycle are consequently maintained in metre 4/4 . The richness of motifs associated with the previous parts can be found in the whole Requiem, and a perfect example for it could be the beginning of Dies irae with the inversion of the initial motive from Introit. What is interesting, the part of organ pedal was developed here by alternatively repeating the root and the third of the chord, what makes the harmonic scheme more stabilized. The whole Dies irae is divided into three episodes, and the melody of one episode contains two stanzas (in the manuscript source only the first six stanzas were written, and about the way of performing the next six informs the annotation on the margin). The whole part of the requiem mass is ending with Lacrimosa. It is supposed to be performed slower, in dynamics not louder that piano (in the manuscript remarks dolcissimo (pp) when in the text there are words "homo reus huic ergo" and sempre pp when there are the words "Pie Jesu" were noted). It begins from the dominant seventh chord in organ, and for the first time the vocal part is realized not simultaneously, but with the delay (after pause). The ending episode of Pie Jesu (Ex. 3) was based on the motifs that recall the beginning of Dies irae and it ends with F minor chord. What is interesting, Amen appears next, that ends the sequence and is based on the conjunction between tonally different chords A major and F major.
Both Offertorium (Domine Jesu Christe) and Sanctus are based on the motifs known from Introit and Kyrie. However, it is worth noticing that in the fragment of Offertorium (Hostias et preces) then in the text we have "eas Domine de morte transire" the composer wrote with pencil the enharmonic names of the sounds, what is a result of the fact that the whole Hostias (till we there are words "quam olim…", when the previous notation returns) was marked with five flats, and the notation of chromatic uses numerous double flats (so it can be assumed that this piece was performed).28 In relation to the proceeding episodes, among others because of the change of the key signature the change of the key is clearly noticeable. Hostias begins with third (F 1-A1), which would suggest F minor, but it leads to D major. The fragment is distinguished from the whole composition not only because of the key but also because of richness of chromatic, numerous dissonances in syncope between bars in the organ part (at the beginning episode of Hostias et preces they are realized without using the pedal), especially clearly noticed ninth below the vocal part and general use of bass of the character close to pedal point from Kyrie (the root of the chord in pedal). Above-mentioned domination of chord D major remains, however, only for the beginning seven bars of Hostias. The following episode of Hodie memoriam, which introduces metre 3/4 once in order to remain the prosody of text in musical rhythm,29 is based on the series of chromatic sevenths leading from C major to D major. The return to the main key of F minor could be found in Apparently, Feicht did not count that the performer of this composition will be the choir of seminarians from Stradom but rather that the performer will be quickly organized ensemble in Olcza that had not the high tenor." It seems to be probable that similar conditions of performance can be related to the discussed Requiem, although verification if the first performer could have been the composer itself is not possible at the current stadium of the research. Feicht during his visit to Zakopane-Olcza taught the teenagers harmony, musical forms and history of music. So, one of the assumptions supplementing these divagations can be also the thought that participation of the musically gifted teenagers would have influenced the shape and performing at least some compositions by Feicht, but unfortunately we cannot verify it. Compare: K. Mrowiec, Twórczość mszalna…, op. cit., p. 116; W. Kałamarz, op. cit., p. 456. 29 There are analogous moments only in Offertory (bb. 6 and 35).
episode Quam olim (the composer strictly indicated the change of key using key signature), although the last cadence leads to the parallel key of A major.
Sanctus introduces repetition of liturgical text, what is not common in the rest of the mass' parts (e.g. "Pleni sunt coeli et terra Gloria tua, Gloria tua"). It starts with the slowing down of the rhythm (the notation of rhythm in half-notes is required additionally by the remark Maestoso). Despite the fact that opening motifs are new melodic material, yet from words "Dominus Deus" it is possible to perceive that rhythmic pattern typical for discussed above Introit and Kyrie is present. The motifs are transformed in several ways, although the most often they appear in the form that is taken directly from the fragment opening the mass. Because of the expanded chromatic and numerous double accidentals, similarly to Hostias, Feicht wrote down with pencil the names of enharmonic equivalents of the sounds. In he last Hosanna in excelsis the remark con moto was also written in pencil (Ex. 3). The last part of the cycle is Agnus Dei and Lux perpetua. Both stylistically and in terms of motifs used this part is related to Introit. The opening motif of the first Agnus Dei, during the second repetition of the words "Agnus…", is repeated a third above the first one with different development of the phrase. It is noticeable that in comparison with previous parts of Agnus Dei, it has a different form. At the beginning, it is simplified and realized using manual, and then in the short fragment it becomes more dense, creating the impression of the gradually increasing sound, yet to introducing pedal at the end of the third bar. The increase of sound in the whole Agnus Dei resembles the dynamics as well, the succeeding cries "Agnus Dei" are maintained successively in piano, mezzo-piano and mezzo-forte. The part of pedal, especially in the first and second Agnus Dei is characterized by considerable activity. What is more, between individual parts of Agnus Dei short instrumental fragments are introduced, what happens for the first time in the whole Requiem. Between the first and second part, it is just a three-sound motif, but next, between the second and third part, in accordance with the logic of increasing sound is not only more complex but also extremely interesting from the harmonic point of view (Ex. 4). The texture of manual consists of, primarily, parallel sixths and thirds, that are finished by recalling the motif known from numerous moments of Introit. The third part of Agnus Dei is a modulation to F major, in which Lux aeterna, divided by quarter-note general pause, is maintained (Ex. 5). The major key of this episode seems to show perfectly the nature of text. The whole composition ends with the theme of Introit-Requiem aeternam, introduced as a frame.
As it can be assumed from this analysis, the composition is extremely unified in terms of motifs provided. Many of used motifs are strict reference or paraphrase of motifs known from Introit and Kyrie. Organ part is almost only the assistance for vocal parts. Skipping above-mentioned difficulties resulting from lavish use of harmony, what, according to Kałamarz, is a characteristic feature of Feicht's style,30 it can be seen as rather simple. In pedal part, arpeggiated chords and repeated intervals dominate. Lack of episodes of imitative character and rare surprising linking of chords (e.g. Amen in Dies irae, introducing the augmented chord when in the text there are words "et Tibi reddetur" in Introit) can be claimed as characteristic features of the discussed Requiem: Kałamarz notices, that using them frequently is typical for Feicht's art.31 It also appears that this composition may be accepted as the interesting example of the late art in the Regensburg 30 W. Kałamarz, op. cit., p. 234. 31 Ibid. style. It is ot only because of its instrumentation and treating of the individual voices, with subordination of the organ part to the solo part, but also because of its harmony.
Ex. 5: The beginning of Lux perpetua (bb. 1-6).
Conclusion
The scientific problems that have been signalized in this paper are the extremely interesting context for Requiem for one voice… in F minor and the whole output of mass compositions of Hieronim Feicht. This context consists of, among others: church music written by other composers of that time, their style and reception by Feicht, all the data and indications that document or suggest performing compositions of the famous musicologist, and even the activity and repertoire of Stradomski Choir. As the main chapel of the Congregation of the Mission, it performed numerous compositions written by priests originating from the congregation. The activity of the Choir is precisely documented (by Memory book… and the Chronicle of "Meteor", complemented with notes made by Karol Mrowiec at the time when another sources did not contain information of this type, it is a precious point of reference when we want to draw the reception of Feicht's compositions at the time when they were composed. As the information concerning the unctioning of these pieces in the repertoire is not completed, we cannot state when exactly many of them were performed. It is known, indeed, that Karol Mrowiec, who conducted Stradomski Choir, performed several masses written by Feicht, but it still remains true that, as he said, about many of them we do not even know if they were ever performed in the Stradom church. This group includes also Requiem for one voice…, although annotations on the score suggest that it was performed. Irrespective of the problematic issue of functioning of these pieces in the repertoire of Stradomski Choir (or different ensembles, organized ad hoc) there is no doubt that requiem masses, and especially above-discussed Requiem, play the important role in the Hieronim Feicht's compositional output. On the one hand, they can be interesting because of the time of their composition: in the difficult time of the Second World War; on the other, because of the fact that there are the only known today masses for the dead that were written in the environment of the Congregation of the Mission.31
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